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The musical works included in this portfolio were composed between Fall 2019 and 
Spring 2021. The compositions encompassed here are: Bordones for percussion trio, 
Kuvx for flute quartet, Pisces for piano, Pisces Interpolationem for marimba, Raudal for 
piano and for orchestra, and ¡Oh Selva! for electronics. This document is a concise 
presentation of salient aspects involved in the creative process of each work.  
Bordones 
 Composed for percussion trio in 2019, Bordones was written in response to the 
interest coming from the UNI Percussion Studio to have new works available in an 
instrumental format similar to that of Paul Lansky's Threads, so that these resulting 
pieces could eventually be performed on the same recital program. The musical score 
explores the particular interaction between the 3/4 and 6/8 meters, which is inherent to 
folk music genres from diverse Colombian regions.  
The creative process of this work owes much to previously acquired experience in 
writing for percussion ensemble in my earlier three-movement work Claves for five 
percussionists and piano, which in its turn was influenced by rhythmically driven works 
from the percussion repertoire of the 1930’s, such as Ionisation by Edgard Varèse and 
particularly by the Rítmicas series from the Cuban composer Amadeo Roldán.  
The title is derived from the designation of accompaniment patterns typically 
played by the marimba de chonta in the currulao, a musical genre characteristic from the 
South Pacific coastal region in Colombia. However, the initial idea of the work does not 
focus exclusively on the currulao but on the accompanying figures of various Colombian 
 
musical genres that, despite corresponding to cultural regions which feature significant 
differences between them, coincide in the conflicting use of 3/4 and 6/8 meters.  
Structural description. The formal design of Bordones consists of three main 
sections which are preceded and followed by a common musical segment that serves to 
introduce and conclude the piece:  
 
Fig. 1: Formal timeline for Bordones 
 
 
The introductory section presents a thematic idea made up by the connection of 
motifs related to accompaniment patterns of various types of Colombian music in 3/4 or 
6/8. By way of illustration, two fragments of representative musical pieces in which the 
interaction between 3/4 and 6/8 can be appreciated are cited here. The first of them 
corresponds to the beginning of the first theme of Ancestro, a bambuco1 by the pianist 
Germán Darío Pérez. The melody and the accompanying figures are in 6/8 while the bass 
line simultaneously marks the 3/4 meter, moving the agogic accent towards the last beat.  
  
 
1 Musical genre from inland Colombia. 
 




The second example is an excerpt from Chipola, the fifth movement of Tientos de 
la tierra llana, an original work for guitar by Samuel Bedoya. This guitar composition 
was written as a suite based on distinctive rhythmic structures of the música llanera, a 
folk music genre from the vast plains (called Llanos Orientales) extending to the eastern 
portion of the country. In this case, another manner of interaction between the 




Ex. 1b: Chipola – excerpt 
  
 
In Bordones, these types of figures have been transferred to 4/4 meter and written in 
sixteenth notes (instead of the original eighth notes, as would be common in traditional 
music examples) to generate the musical materials that are presented in the introduction 
(see Example 2). The thematic material is briefly interrupted by a series of descending 
arpeggios which anticipate some harmonic sonorities that will appear in the subsequent 
section (mm. 8-9).  
 
Ex. 2: Bordones, mm. 1-4 
 
 
The first main section of the work (mm. 19-45) was assembled using rhythmic 
motifs taken from the currulao. A gradual slowing down leads to a descending figure in 
 
the wood slats, which emulates what some refer to as the dosillo.2 Short and sharp sounds 
heard in unison follow immediately to close this section. 
 
Ex. 3: Bordones, mm. 43-45 
 
 
Contrasting with the rhythmic emphasis of the previous passages, the focus of 
attention is shifted towards the timbral element during the middle section (mm. 46-57). 
Here, the musical discourse is inspired by the ringing of the tiple,3 with various 
explorations that seek to evoke its strumming sounds and timbre. 
 
2 A characteristic groovy and intricate figure that is usually performed by the marimba de chonta. (see: 
Juan Sebastián Ochoa, Óscar Hernández and Leonor Convers, Arrullos y currulaos: Material para abordar 
el estudio de la música tradicional del Pacífico sur colombiano [Arrullos and currulaos: Instructional 
Materials for studying Traditional Music from the Colombian South Pacific Coastal Region] (Bogotá: 
Editorial Pontificia Universidad Javeriana, 2015), 122.  
 
3 Tiple is the Spanish word corresponding to "treble" or "soprano". This term is often applied to specific 
instruments, particularly chordophones from the guitar family. The Colombian Andean tiple has twelve 
metal strings that are grouped into four triple courses. It is most frequently employed for harmonic 
accompaniment, which is done by strumming in different rhythmic patterns. According to H. C. Davidson, 
“syncopated, percussive chordal accompaniment is preferred, fusing a timbral, drum aesthetic with that of 




Ex. 4: Bordones, mm. 46-48 
 
 
Attention on rhythm is resumed during the third section (mm. 58-128) with motifs 
inspired by the música llanera. A musical phrase played by the toms appears in the 
foreground and immediately the rest of the ensemble joins in with complementary lines, 
leading to a rhythmic unison. This scheme is repeated twice more, each time with greater 
emphasis in its ending.  
  
 
Ex. 5: Bordones, mm. 58-78 
  
 
After the last iteration of the rhythmic unison, the materials become more complex 
and intense, with the musical lines heading towards a hemiola figure played by kick drum. 
A similar type of hemiola appears as an energetic and disruptive gesture of rhythmic 
regularity in musical manifestations from Colombia which are separated by considerable 
geographical distances. Namely, this situation can be observed in highly differentiated 
instrumental formations. Such is the case with the joropo from the música llanera (see 
 
Example 6a: Kirpa), and the fandango (see Example 6b: Fandango) that is heard in the 
typical wind bands from Colombia’s Caribbean coastal region.  
 
Ex. 6a: Kirpa (excerpt)4 
 
 
Ex. 6b: Fandango (excerpt)5 
  
 
These patterns have served as inspiration in the composition process of Bordones. 
In this manner, the apex of the work is reached, being immediately followed by a slightly 
modified recapitulation of the initial section before the closing. 
  
 
4 Kirpa melody compiled by Carlos Rojas. 
5 From El Mono by Victoriano Valencia. 
 
Ex. 7: Bordones, mm. 123-125 
 
 
Key compositional elements. The central elements in Bordones are the use of 
diverse tempo modulations and the transformation of rhythmic materials. Tempo 
modulations are employed throughout the score as a means of providing continuity, as a 
challenge to the perception of tempo, and as a way of underscoring formal divisions. 
Similar to the manner in which composers such as Elliot Carter have utilized tempo 
modulations, in Bordones this device has been used to make smooth transitions between 
different passages, as can be seen in the following excerpt.   
 
Ex. 8: Bordones, mm. 31-32  
 
 
In the previous example, the dotted eighth note in the congas and bongos is 
emphasized in order to establish a tempo reference for the change after measure 31. 
Below is a timeline showing the metric modulations used in Bordones: 
 
Fig. 2: Metric modulations in Bordones 
 
 
The transformation of rhythmic materials throughout the piece was carried out 
using devices such as inversion, retrograde, augmentation and diminution. In the case of 
augmentation and diminution, not only multiplication and division were taken into 
account as applicable operations, but also addition and subtraction were carried over 
rhythmic motifs taken from traditional Colombian music.  
The mapping of rhythmic values to numbers and applying these operations 
outputs new values that, while preserving general characteristics of given rhythmic 
cells, enable the generation of new metric groupings and durational variants. For 
instance, a series such as 1+2+1+2 = 6 can be transformed into new series such as the 
following:6  
2+4+2+4 = 12 (augmentation) 
2+3+2+3 = 10 (augmentation by addition) 
1+1+1+1 = 4 (diminution by partial subtraction) 
3+4+3+4 = 14 (partial irregular augmentation by addition) 
 
 
6 The list of series shown is not exhaustive. 
 
Diverse groupings of figures in multiple types of subdivisions can be arranged. In 
this manner, rhythmic cells of traditional music can be transformed and reinterpreted to 
other meters, or both. Thus, a 3/4 or 6/8 pattern such as   can be turned into 
(in 10/16), or into (in 10/12). An approach to 
this type of procedure can be seen in the score below. 
 




 Kuvx is the word used in the Nasa language to refer to the transverse flutes. The 
Nasa Paez or Nasa Yuwe people live in the mountainous areas of southwestern 
Colombia, especially in the Cauca department,7 where their native language and culture 
has managed to resist the passing of time as well as highly complex social and political 
conflicts. The work is inspired by the customary musical ensembles of the area, in which 
the melodic role is usually carried out by a principal flute and followed by other 
musicians. This idea serves as a pretext to direct a subjective musical narrative that 
 
7 Here the term “department” refers to an administrative division comparable to a state or a province in 
other countries. 
 
begins by drawing attention to the pitch-class (pc) A, and then proceeds into the 
exploration of various technical and expressive resources of the flute ensemble. Kuxv's 
composition, which took place during the Spring semester in 2020, was suggested by Dr. 
Hanna Porter-Occeña for the UNI Flute Studio, to whom it is dedicated. 
 The visit of composer James Romig to the School of Music at UNI and his 
presentation on his own work Still, for solo piano, sparked an interest in working on the 
creation of musical narratives where the attention of both performer and listener could be 
directed towards the appearance of new pitches. As I explored this approach, it seemed 
logical to start writing music with limited pitch-content to which I could then gradually 
incorporate new pitch-classes, so that the entry of every new pitch would acquire greater 
audibility within its context. In the long run, although this premise was not rigorously 
applied to the entire work and the degree of audibility of the new pitches did not turn out 
to be as high as in Romig’s work—largely due to differences in style and approach—, 
this intention served to give cohesion and direction to the musical lines.  
Structural description. The work is structured around the events that surround pc 
A. In this manner, three large sections can be identified in the piece. The first of them 
(mm. 1-51) operates as a long introduction where pc A is emphasized through passages in 
unison and in octaves. These presentations alternate with short passages with diffuse 
contrapuntal lines which avoid underlining specific pitches through the use of 
chromaticism and complex rhythms. During the middle section (mm. 52-119), the initial 
premise of the work is carried out so that the gradual appearance of new pitch-classes can 
be clearly perceived. The climax of the entire work is reached just before the end of the 
 
section (m. 114), with the appearance of the pc C#, which points out the end of the 
process started at the beginning of this section. In the third section (mm. 120-223), 
various ideas that had been presented in the previous two sections are transformed to 
appear in a rhythmically driven setting. The segments that refer to previous passages 
occur in reverse order in relation to what had been previously heard. Thus, at the end of 
the work, reference is made to what had happened at the beginning of the composition, 
giving the impression of closing a cycle.  
 
Fig. 3: Formal timeline for Kuvx  
 
 
The score begins with the presentation of pc A in relatively long durations which 
are promptly interrupted by very brief gestures of rapid and diffuse notes. As the music 
progresses, these gestures stretch out, the overall register is gradually expanded, and the 
texture becomes more complex due to the use of conflicting rhythmic figures. 
  
 
Ex. 10: Kuvx, mm. 14-15 
 
 
The lengthening of the pc A gestures gives way to a short melodic interlude (mm. 
21-25) which has also been derived from the extension of previous melodic passages. 
This melodic interlude is developed in subsequent sections of the piece. Once pc A has 
spread to its maximum extent within the combined range of the instruments, a sequential 
passage starts to alternate with the single pc A (mm. 41-48). This sequential passage, 
which exhibits a greater melodic transparency compared to previous passages, serves as a 
transition to the next section. 
The second section of Kuvx (mm. 52-125) opens with serene melodic phrases 
drawn from very limited pitch content, with new pitches added sparingly. A transparent 
atmosphere is reinforced by an accompaniment consisting of sustained tremolos and 
rapid flourishes. All of the above create an ambient of tranquility which reflects a distant 




Ex. 11: Kuvx, mm. 62-67  
  
 
A repeated note gesture that subtly appears as part of the main melodic line in 
flute 1 (m. 65), and then more prominently in flute 2 (m. 76), takes on a life of its own. 
Gradually, it becomes an increasing succession of repeated notes in rhythmic unison 
which finally gives way to a melodic passage in mm. 95-113. This passage is a reworking 
of the melodic material that had appeared previously in the short interlude within the first 
section of the work (mm. 21-25).  
 
 
Ex. 12: Kuvx, mm. 95-99  
 
 
The melodic line arises from the low register of the second flute and steadily 
moves towards higher sounds as the first flute takes the lead. Meanwhile, the 
accompaniment in repeated notes leads to a complex contrapuntal texture, with 
conflicting rhythms slightly in the manner of György Ligeti’s micropolyphony. This 
texture builds to the climax of the work (m. 114), a dissonant and vital moment which 
recalls the confluence of lines to pc A during the melodic interlude in the initial section 
(mm. 24-25).    
 
 
Ex. 13: Kuvx, mm. 108-114  
 
 
The pc C#, whose appearance had been subdued up to this point, is then 
presented individually. In this manner, the journey through the whole pitch collection has 
been completed. At this same point, a transition based on previous elements begins. 
Repeated notes are set to eighth-note triplets in order to serve as a reference figure in a 
metric modulation for the upcoming tempo change that marks the beginning of the third 
and last section (mm. 126-223). The repeated notes, which at this point had been 
originally intended only to aid the tempo change, become the common thread throughout 
 
the final section. Here, elements that had already appeared previously, such as extended 
notes, tremolos, flourishes and conflicting rhythmic figures, are taken up again. 
 
Ex. 14: Kuvx, mm. 134-138
 
 
Additionally, the idea of repeated notes gives rise to various rhythmic and textural 
elaborations, leading to an intense moment where single notes are played vigorously 




Ex. 15: Kuvx, mm. 152-154 
  
 
After a moment of pause in the rhythmic activity (m. 170), the process towards 
the end of the work begins. From this point on, a series of passages from the two previous 
sections are reworked, in a transformed and encapsulated recapitulation. Previous 
excerpts are heavily modified and arrayed in a reversed order with respect to initial 
sections. For this purpose, salient musical phrases were recast to the tempo and rhythmic 
subdivisions of the meters in the final section and their melodic lines modified as a 
further development; all of these with the constant presence of the repeated-note patterns, 
which serve either in the roles of accompaniment, commentary, or primary/foreground 
material.  
The opening of the second section (m. 52) is quoted in m. 193 (see Example 16). 
Progress towards the closure of the work continues with the presentation of materials 
from the first section, including the emphasized pc A as well as the micro-polyphonic 
 
gestures. The work concludes with pc A played repeatedly while being spread through 
the maximum possible range within the ensemble.  
 




The rehearsal and performance of the work demanded making decisions on 
cutting out some passages. After going through this experience, partitioning the piece into 
 
three separate movements (mm. 1-51, 52-119, 119-223) is being considered as an 
alternative which would give the performers a better chance to managing page turns and 
fatigue during performance. 
Key compositional elements. In search of a sound framework that could host a wide 
range of possibilities, from the most transparent sonorities to the sharpest dissonances, after 
several trials I came to a 12-tone pitch collection. This generating structure could be seen as 
a modified interval cycle that was assembled mainly—but not exclusively—from a 
succession of perfect fifths. I became particularly interested in this interval due to its 
starkness and because I had never used it extensively within a work. At first glance, this 
premise may have suggested a resultant setting with a predominance of sonorities by 
perfect fifths and other intervals that could be easily derived from there, such as the perfect 
fourth and the major second. However, in the quest to achieve a more distinctive sound, I 
considered it useful to liberally use some augmented fifths (enharmonically minor sixths) 
instead of perfect fifths. The final resulting pitch collection was: 8 
 
A – F (E#) – C – G – D – B∫ (A#) – E∫ – A∫ – E – B – F# – C#  





8 The AIS (Adjacency Interval Series) for this pitch collection is: <8,7,7,7,8,5,5,8,7,7,7); it features the 
following intervals according to their rate (from highest to lowest): perfect fifth (7, 54,5%), augmented fifth 
or minor sixth (8, 27,3%) and perfect fourth—the inversion of the perfect fifth— (5, 18,2%).  
 
 
 In accordance with the idea of gradually introducing the sounds of the pitch 
collection, a circuit on the remaining eleven pitch-classes of the collection was 
undertaken in the current9 second section (mm. 51-119). The circuit was traversed in a 
gradual manner throughout the second to seventh pitches: F (m. 52), C (m. 54), G, (m. 
57), D (m. 70), B∫ (m. 76) and E∫ (m. 85). The introduction of the remaining pitches 
does not follow the original order from the pitch collection and becomes more precipitous 
and less noticeable: F# (m. 100), E and B (m. 101), A∫ (m. 104), and finally C# (m. 
110). Although pc C# is present throughout the whole work, its prominent appearance in 
mm. 110-115 takes a leading role, marking the culminating point in the scanning of the 
pitch collection and in shaping the apex for the whole work. 
 
Fig. 4: Mapping of pitch-class appearances in the middle section of Kuvx   
      
 
The way back to the starting point (pc A) is not traversed by means of a reverse 
reading of the pitch collection. Instead, seeking to induce, in both performer and listener, a 
sensation of familiarity with forthcoming materials while avoiding literal repetitions of 
previous musical phrases, another alternative was undertaken for the third section. For this, 
 
9 This section had been originally conceived to be the initial section of the piece. A short introduction 
originally intended to expose pc A grew out into a full section with its own distinctive material. To carry 
out this process, while keeping focus in what would take place in the subsequent section, I decided to 
alternate the presentation of pc A with brief gestures of rapid and diffuse notes, loosely emphasizing sounds 
of the pitch collection but in reversed order, most prominently pitch-classes C# (m. 2), F# (m. 6), B and E 
(m. 11) 
 
a rotation was carried out in the original arrangement of the notes in the pitch collection, 
with the first sound moving to last position, the second to first, and so on: 
 
9 – 5 – 0 – 7 – 2 – 10 – 3 – 8 – 4 – 11 – 6 – 1 
5 – 0 – 7 – 2 – 10 – 3 – 8 – 4 – 11 – 6 – 1 – 9  
 
But instead of carrying out an ordered reading from left to right of this rearranged 
version of the pitch collection, it was proposed to establish a system of optional 
substitutions resuming the idea of the reversed reading like this: 
 
Fig. 5: Rotation and alternate substitution pitches for the final section of Kuvx 
 
 
In this manner, a mirror-like mechanism emerges where one sound can be 
replaced by another and may also serve as a substitute for its alternate, in a somewhat 
similar behavior to how tritone substitution operates in jazz harmony. But in this case, 
there is not necessarily an attachment to a fixed interval. Thus: 
A and E∫ cannot be substituted   F can be substituted by C# and vice versa 
C can be substituted by F# and vice versa G can be substituted by B and vice versa 
D can be substituted by E and vice versa B∫ can be substituted by A∫ and vice versa 
This procedure opened up the possibility of rewriting previous phrases by 
changing in a discretionary manner some or all the pitch-classes for their respective 
 
substitutes. The following excerpt shows a free application of the procedure. The chord 
that is heard in bars 83 and 84 is redistributed among the members of the ensemble in m. 
171 and the ornamental figure in the piccolo/flute line (mm. 84-85) is rewritten with the 
proposed “alternate substitution system”, now in the second line (flute 1) in mm. 173-
174. 
 
Ex. 17a: Kuvx, mm. 82-85 
 
 




As a result of this process, both in planned and unforeseen ways, a soundscape 
where diverse and contrasting sound formations coexist was uncovered. This serves as a 
personal reaction to Vincent Persichetti's "ecumenical" statement10 about harmony in the 
20th century: “Any tone can succeed any other tone, any tone can sound simultaneously 
with any other tone or tones, and any group of tones can be followed by any other group 
of tones.”11 
Raudal 
 Raudal was originally written as a piece for concert band being the result of 
commission by ACCOMPAS (Colombian Association of Composers and Arrangers for 
Wind Band and Ensembles). The request was to compose a score with an intermediate 
level of difficulty and displaying some musical association to the Amazon region. I made 
the decision to take this suggestion very freely and not link my ideas to any regional 
musical genre. Instead, I found it stimulating to use the 9/8 meter at some point because, 
strangely enough, it is not a time signature commonly found in traditional Colombian 
music and thus, rarely seen in the local wind band repertoire. 
 The Spanish term raudal is used in the eastern region of Colombia to refer to the 
rapids of the immense rivers that traverse this extensive area. The rapids of the rivers from 
the basins of the Amazon and Orinoco rivers, which are connected by a natural canal 
formed by the Casiquiare river, are places of indescribable beauty, where the magnificence 
of nature in all its splendor can be appreciated. The wind band version of Raudal is 
 
10 Walter Simmons, The Music of William Schuman, Vincent Persichetti, and Peter Mennin: Voices of 
Stone and Steel (Lanham, MD: The Scarecrow Press, 2011), 186. 
11 Vincent Persichetti, Twentieth-century Harmony: Creative Aspects and Practice (1st ed. New York: 
W.W. Norton, 1961), 13. 
 
dedicated to Andrés Hurtado, a renowned photographer who took me to some of those 
places and whose writings allow me to recall such wonderful experiences: 
The Inírida river has been endowed with the most beautiful set of rapids in the 
Colombian Amazon... The rapid looks harmless, but whirlpools suddenly emerge 
in it that are capable of pulling light canoes and cargo launches that weigh three 
tons to the bottom… During the rainy season the rapids do not reveal their beauty: 
the immense surge of water hides it. When the water level descends, rocks and 
little cascades appear, and both beauty and danger emerge. Braids of vegetation 
stretch along the rocks, like long green snakes... In the middle of the river the 
waterspouts have a green color… The lines formed by the green wall of trees on 
each side of the river recede to lose themselves in the horizon: they almost join, as 
in a perspective drawing... Raudal de Morroco is more than one kilometer wide 
and everywhere you look, cascades and currents seem to slide in slow motion 
between the long braids of vegetation, some of which grow to the length of 
several meters. 
 
As the sun rose, still enveloped in the mists that appear in the jungle at Inírida 
River during the dry season, we resumed the voyage… We reached the powerful 
Raudal Alto (Upper Rapids), the most majestic and dangerous rapids in the Inírida 
river. Its rise must be as much as 200 meters, over a distance that probably 
stretches to three kilometers. Above it, the river forms a lake, the most peaceful in 
the world, and then it plunges down with diabolical force, raising waves as high 
as five meters as it crashes against the rock. Before dying, Raudal Alto calms 
down as it flows into other rapids, called La Guacamaya (The Macaw).12 
 
 
12 Andrés Hurtado, “The rapids of the Inirida and the insistent questions,” in Unseen Colombia, trans. Jimmy 
Weiskopf (Bogotá: Villegas Editores, 2004), 31–33. (El río Inírida posee el más bello conjunto de raudales 
de la Amazonía colombiana... El raudal parece inocente, pero de repente surgen del fondo remolinos que 
arrastran hacia el fondo ligeras canoas y falcas con peso de tres toneladas... En invierno los raudales no 
desnudan su belleza porque el inmenso caudal la oculta. Al disminuir las aguas aparecen las rocas, los 
chorreones, la belleza y el peligro. Trenzas vegetales como largas serpientes se alargan sobre las rocas... 
En la mitad del río las trombas de agua se colorean de verde... La línea de las márgenes constituida por un 
murallón verde de árboles huye hasta perderse en el horizonte, casi a juntarse con la otra... El raudal [de 
Morroco] tiene más de un kilómetro de anchura y por todas partes cascadas y correntones parecen 
escurrirse en cámara lenta entre las trenzas vegetales, algunas de las cuales alcanzan varios metros de 
longitud. Con el primer sol, envueltos todavía en las brumas veraniegas de los amaneceres de la selva, 
emprendimos el viaje... Llegamos al poderoso raudal Alto, el más majestuoso y peligroso del Inírida. El 
desnivel puede alcanzar doscientos metros y la longitud hasta tres kilómetros. Arriba se forma un lago, el 
más apacible del mundo, y luego se precipita con fuerza diabólica levantando olas hasta de cinco metros 
al estrellarse contra las rocas. Antes de morir, raudal Alto se amansa en otro llamado de la Guacamaya). 
 
Eventually, after having completed the wind band score of Raudal, I decided to 
write a piano version of it in order to get some margin of freedom from the instrumental 
technique and harmonic restrictions that had been imposed on the creative process of the 
original piece. Sometime after, in the face of a call to submit works for a youth orchestra, I 
took the opportunity to prepare an orchestral transcription from the piano score. The result 
was a revised version that brought in new passages whose inclusion was motivated by the 
possibility of having an orchestral string section. This revision, in turn, motivated a 
reworking of the piano version, which—and thus it is hoped to be able to close what seems 
to be an endless cycle—has led to new adjustments in the orchestral score. The piano 
version, whose last revision was made in 2021, is dedicated to Luis Carlos Rodríguez for 
unceasingly keeping track about Colombian classical composers from all eras. The piano 
version acquires its own character in the reinterpretation of various passages from the 
original wind band work by taking advantage of the possibility of being able to use a wider 
instrumental register and by utilizing trills and tremolos to a greater extent. 
Structural description. Without a deliberate intention, the flow of the work has a 
certain affinity with Hurtado's description of Raudal Alto at the end of the quoted text: 
“Above it, the river forms a lake, the most peaceful in the world, and then it plunges 
down with diabolical force, raising waves as high as five meters as it crashes against the 
rock. Before dying, Raudal Alto calms down as it flows into other rapids, called La 
Guacamaya.”13 The structure of the musical work presents three clearly differentiated 
sections, within an ABA′ formal design.  
 
13 Hurtado, “The rapids of the Inirida and the insistent questions,” 33. 
 
 
Fig. 5: Formal timeline for Raudal  
 
 
The A group evokes a calm rainforest ambient through the use of tremolo and 
various figurations in a modal language. The sequences of tremolos and figurations serve 
as a lengthy introduction to a gentle melody that appears only once before the end of the 
section.  
 




The faster and more active central section is inspired by the main motif in the 
middle section of Guitar Etude Nº 10, nicknamed "Amazon" by its author, the Brazilian 
composer Heitor Villa-Lobos. The melodic phrases and chords gain in intensity evolving 
into increasingly more rapid figures until a point of climax is reached.  
 
Ex. 19: Raudal, mm. 99-102 
 
 
The piece concludes smoothly and enigmatically after the recapitulation of the 
main theme. 
Key compositional elements. The specifications for the original concert band 
version led to the proposal of a composition with a simple formal structure (ABA) and a 
cautious level of musical difficulty: simple rhythms, an accessible modal language, and 
not too many technical demands for performers. A straightforward plan was conceived to 
carry out the task: an introductory material with some figurations followed by a calm 
melody, then a section based on a simple motif whose acceleration and intensification 
joined with tonal contrasts and increasingly strong sonorities should lead to a moment of 
maximum intensity, and finally a return to the initial figurations and thematic material.  
 
In general, the process for the subsequent revisions was carried out in a very 
intuitive way. One of the most frequent practices consisted in attentively listening to 
individual excerpts, judiciously evaluating whether the temporal duration of each event 
was sufficient or not for it to be clearly perceived. When a passage was felt as too brief, 
the usual solution was to prolong long sounds even more, especially those located in 
moments of pause. In other cases, the fix was to restate a musical cell or an idea that was 
considered worth repeating. Several passes throughout the whole work, especially of the 
group A sections, were necessary before reaching a satisfactory version. In the long run, 
this stretching out of the musical materials from the inside, after the auditory assessment, 
has led to the work increasing from a duration of 4:30 (original version for concert band) 
to 7:40 (final state).  
This approach to the creative process in Raudal led to several instances of 
revision and new developments in both scores (piano and orchestra). More than working 
on mere transcriptions or adaptations, I am now interested in developing new projects 
exploiting the potentiality of interpolations, transformations of musical material and their 
adaptation to different idiomatic requirements, thus uncovering different narratives that 
enable dialogue and connection between musical pieces, even if by their formats they 
might seem far apart from each other.  
Pisces and Pisces Interpolationem 
 Composed during 2020, Pisces is the result of a commission to write a solo piano 
work from the Colombian Circle of Contemporary Music (CCMC). The composition 
should, as much as possible, adhere to premises set forth in the article Serializing the 
 
Night Sky: Proposals for the Musical Interpretation of Sidereal Parameters, written by 
Dr. Johann F. W. Hasler,14 to whom the piece is dedicated. Due to the shortness in the 
duration of the requested work (a maximum of two minutes), during the pre-
compositional stage two ideas arose for taking advantage of the outcoming musical 
material in longer time spans. The first one was to have an optional extended version of 
the resulting piece, and the second one was to prepare an elongated transcription for solo 
marimba (Pisces Interpolationem, literally, interpolations inside Pisces). 
A departure point for the composition of the work was the quest for musical 
gestures with an appealing sound and convenience in the physical actions required to carry 
out their execution on the keyboard. Various scores were examined with particular interest 
in this regard, among them Traced Overhead and Three Mazurcas by Thomas Adès and 
Conversations for piano trio by Juan Antonio Cuellar.  
Structural description. Considering that the composition of the work should arise 
from information corresponding to a constellation of stars, the usage of a formal scheme 
with some degree of flexibility in the ordering of events was needed. Therefore, a mobile 
form was considered suitable. This thought emerged as a possible musical analogy to the 
act of spotting a constellation in the sky. 
  
 
14 Johann F. W. Hasler is a member of CCMC and one of the promoters of a project which encompasses the 
participation of other composers with identical commissions to create an integrated cycle. 
 
Figure 6. Pisces constellation15 
 
 
In this case, the mobile form consists of a series of musical excerpts, as strokes 
that represent a series of stars from the Pisces constellation. The connection in any order 
between these passages is analogous to the way an observer might attempt to connect the 
stars trying to match the dots he sees in the sky with imaginary lines to form the desired 
image associated with the constellation. For the elaboration of the musical material, I 
decided to use information corresponding to the following stars: Tau Piscium (τ), Upsilon 
Piscium (υ), Phi Piscium (φ), Kullat Nunu (η), Omicron Piscium (ο), Alrischa (α), Nu 




Iota Piscium (ι), Theta Piscium (θ), Gamma Piscium (γ), Kappa Piscium (κ), Lambda 
Piscium (λ) and Fum al Samakah (β).  
For both the short version (2 min.) and the extended version (up to 6 min.) of 
Pisces it has been stipulated that the order in which the musical excerpts are to be 
performed can be freely chosen by the soloist, with just a very few limitations. In Piscis 
Interpolation, the expected minimum and maximum durations for the work range from 3′ 
45″ to 9′ 15″ with practically identical instructions for its performance. The greater length 
of the latter work is a result of the compositional stretching from within, like that which 
was carried out in the revisions of Raudal.  
Key compositional elements. When analyzing the information corresponding to 
the selected set of stars and projecting how the generation of musical material would 
work out according to Hasler's article, it was observed that the literal implementation of 
the proposal would lead to the use of a very limited register in the piano, as well as a 
shortened dynamic range. For this reason, some flexibility in the application of Hasler's 
suggestions was allowed. 
From the segmentation of information corresponding to the right ascension and 
declination data for each star, a predominant specific pitch-class collection was 
generated. The first step was to apply a mod12 arithmetic operation to all the numbers in 
the original data to obtain integers ranging from 0 to 11. The resulting series of numbers 
were taken as sets to be used in individual excerpts, as follows: 
 
Figure 7. Generation of a predominant pitch-class collection 
Tau Piscium 1 11 3 11  6 5 11 0  
Upsilon Piscium 1 7 3 2  3 3 2 7  
Phi Piscium 1 1 0 10  0 11 1 6  
Kullat Nunu 1 7 4 3  3 8 9 0  
Omicron Piscium 1 9 11 11  9 9 3 5  
Alrischa 2 2 2 8  2 9 1 5  
Nu Piscium 1 5 1 7  5 5 3 4  
Mu Piscium 1 6 10 10  6 8 2 2  
Epsilon Piscium 1 2 8 6  7 5 0 3  
Delta Piscium 0 0 4 6  7 11 6 7  
Omega Piscium 11 11 6 0  6 3 0 9  
Iota Piscium 11 3 8 10  5 1 2 5  
Theta Piscium 11 3 10 5  6 10 8 8  
Gamma Piscium 11 5 9 1  3 4 8 1  
Kappa Piscium 11 2 7 7  1 3 9 0  
Lambda Piscium 11 6 2 4  1 10 1 5  
Fum al Samakah 11 3 4 1  3 1 0 3  
 
 
Secondly, the pitch-classes with the highest prevalence within each set (marked in 
the shaded boxes) were noted to obtain a single pitch collection to serve as a transversal 
sonority throughout the entire composition:16  
 
11 – 3 – 1 – 9 – 2 – 5 – 10 – 0 – 7  
or: B – E∫ – C# – A – D – F – B∫ – C – G 
 
 
16 The Forte name for the resulting pitch-class set is 9-6 (Prime form: [0,1,2,3,4,5,6,8,10], interval class 
vector: < 686763>).  
 
The use of both the pitch-class sets and the common pitch collection within the 
whole piece was approached in a fairly free manner. In some passages, only the pitch-
class set is used, while in other excerpts it is combined with the common pitch-collection. 
In Example 20, for instance, the pitch-class set [1,2,3,7] appears in the tremolo or trill-
like gesture in the desired range while the agile ascending figure exposes the common 
pitch collection while pointing to the previously heard notes in the same register.  
 
Example 20. Pisces, musical excerpt nº 2 
  
 
In other excerpts, the common pitch collection is practically non-existent. The 
following passage is based almost exclusively on the pitch-class set [0,1,2,3,5,6,7,8].  
 




The brevity of the musical excerpts barely allows for more than the concise 
presentation of the sets. The order of appearance of the notes within a certain passage 
does not necessarily correspond to an established order within the sets or in the common 
pitch collection. High-level hierarchy sounds were usually chosen considering predefined 
ranges for a particular musical excerpt, according to prescribed information about the 
stars. 
Regarding rhythm, due to the initial decision of individually representing different 
stars that belong to the Pisces constellation in the musical excerpts, I deemed appropriate 
to deviate from Dr. Hasler´s proposal.  In his article, Hasler suggests assigning note 
durations based on data corresponding to distances from the earth to the stars (measured 
in light years), by indicating specific note durations to be assigned in accordance with 
certain given ranges. Instead, I decided to use this information for determining tentative 
durations, in seconds, for each musical excerpt. 
The conception of rhythmic ideas was carried out intuitively and with the 
conscious intention of establishing musical connections between the various passages. 
The rotation speed of each of the stars in the selected set was incorporated as additional 
data that allowed making decisions about the type of figurations which would function as 
impulses in each passage. In this way, it was defined that the movement towards the main 
sounds of each excerpt was to be carried out either with slow-moving figures, or quick 
runs—as can be seen in previous examples—or a type of intermediate figure between 
these two extremes. 
  
 
Example 22. Pisces, musical excerpt nº 17  
 
 
In general, cohesion is achieved through the regular appearance of the common 
pitch collection and mainly by the motivic connections between the various musical 
fragments.  
Oh Selva! 
 The composition of the electroacoustic piece Oh Selva! is a continuation of the 
process carried out during the completion of the final project from the Music Technology 
class taken during a previous semester. The project was the creation of a brief 
electroacoustic piece with a live component using a digital audio workstation, in this case 
Ableton Live. The specifications outlined for the project included the use of four audio 
samples from recorded sounds of voice, metal, wood and glass, as well as a MIDI 
instrument that could be molded from pre-existing sounds, or from the sound samples 
themselves, or from both. Additionally, it was required to incorporate a couple of audio 
and MIDI effects and to put together five "scenes," which would function as sections. 
These sections were to be triggered during live performance by using keyboard 
 
commands to interact with a performer, who was to read a previously chosen text from 
La Vorágine (1924; The Vortex),17 a novel by Colombian writer José Eustasio Rivera. 
 The selected text is the opening passage from the second part of the novel, which 
is remembered by many given its intensity as well as the richness of its poetic language: 
Oh Jungle, wedded to silence, mother of solitude and mist! What malignant spirit 
left me to languish in your emerald prison? Your lofty cupolas perpetually block 
my aspirations for an open sky that I now glimpse only fleetingly, in your 
anguished twilights, when unquiet evening breezes stir the treetops and shards of 
light break through the canopy far above my head.  
 
Occasionally a honeyed ray penetrates your deep labyrinth, beckoning my 
imagination to my childhood home, where once I strode mountain meadows to 
ogle snowcapped peaks! Where is the sun that strolled the hills at sunset? Where 
are the cloudscapes of gold and purple? Where will the moon hang her silver 
lantern? Will dawn never come? Oh Jungle, you have stolen the horizon from my 
eyes, leaving only a ceaseless monotony of green.18 
 
Unlike the project that was submitted for the Music Technology class, which was 
based on creating diverse musical passages with available sound effects in Ableton, the 
 
17 According to J. David Suárez-Torres, The Vortex, which has been considered a major work of twentieth-
century Latin American literature, is “a breathtaking romantic vision of the Colombian llanos (plains), a 
bold encounter with the "green inferno,"—the jungle—an exhilarating display of the beauty of the tropics. 
But most of all, it is a tragic document of the dehumanizing influence of the jungle and caucherías (rubber-
collecting sites) on the souls and lives of those lured by the promise of fast wealth”. (J. David Suárez-
Torres, “Rivera, José Eustasio (1888–1928),” in Encyclopedia of Latin American History and Culture, vol. 
5, 2nd ed., edited by Jay Kinsbruner and Erick D. Langer (Detroit, MI: Charles Scribner's Sons, 2008), 567. 
Gale eBooks [accessed March 7, 2021] 
https://link.gale.com/apps/doc/CX3078904773/GVRL?u=uni_rodit&sid=GVRL&xid=fb48183f.) 
 
18 José Eustasio Rivera, The Vortex, trans. John Charles Chasteen (Durham: Duke University Press, 2018), 
31–33. (¡Oh selva, esposa del silencio, madre de la soledad y de la neblina! ¿Qué hado maligno me dejó 
prisionero en tu cárcel verde? Los pabellones de tus ramajes, como inmensa bóveda, siempre están sobre 
mi cabeza, entre mi aspiración y el cielo claro, que sólo entreveo cuando tus copas estremecidas mueven 
su oleaje, a la hora de tus crepúsculos angustiosos. ¿Dónde estará la estrella querida que de tarde pasea 
las lomas? Aquellos celajes de oro y múrice con que se viste el ángel de los ponientes, ¿por qué no 
tiemblan en tu dombo? ¡Cuántas veces suspiró mi alma adivinando al través de tus laberintos el reflejo del 
astro que empurpuraba las lejanías, hacia el lado de mi país, donde hay llanuras inolvidables y cumbres 
de corona blanca, desde cuyos picachos me vi a la altura de las cordilleras! ¿Sobre qué sitio erguirá la 
luna su apacible faro de plata? ¡Tú me robaste el ensueño del horizonte y sólo tienes para mis ojos la 
monotonía de tu cenit, por donde pasa el plácido albor, que jamás alumbra las hojarascas de tus senos 
húmedos!). 
 
intention in Oh Selva! has been to elaborate a composition using a wider range of resources 
for the processing of sound samples, with more awareness required in the handling of 
sounding materials, particularly in elements such as intensity, texture and timbre.  
Description. Currently, Oh Selva! is a composition in progress. It has been 
foreseen that the formal structure will be related to an arrangement of the first paragraph 
of the cited text in which its four phrases have been separated, suggesting thus a possible 
formal articulation scheme, as follows: 
¡Oh selva, esposa del silencio, madre de la soledad y de la neblina!  
¿Qué hado maligno me dejó prisionero en tu cárcel verde?  
Los pabellones de tus ramajes, como inmensa bóveda, siempre están sobre mi 
cabeza, entre mi aspiración y el cielo claro, que sólo entreveo cuando tus copas 
estremecidas mueven su oleaje, a la hora de tus crepúsculos angustiosos.  
¿Dónde estará la estrella querida que de tarde pasea las lomas?19   
A series of significant words, either because of their meaning or due to particular 
interest in some of their phonemes, have been considered in a special manner within the 
compositional process. These words, which are underlined in the text above, are: selva 
(jungle, rainforest), silencio (silence), maligno (malignant), prisionero (prisoner), verde 
(green, “emerald” in the translation), ramajes (foliage, not included in the translation), 
bóveda (cupola), aspiración (aspiration) and oleaje (swell, not translated).  
At an initial stage, recognition and selection of sound materials to be used in the 
composition has been carried out. Some of these materials proceed from the archive of 
recorded samples that were used for the Music Technology class project already 
mentioned. These materials include the final audio file, which displays a succession of 
 
19 See translation in the immediate previous page. 
 
interactions between sounds from various samples (voice, metal, wood and glass), and 
some individual sound samples; namely samples of metal and voice were chosen due to 
their potential for transformation. Additionally, several recordings of natural 
surroundings corresponding to the types of landscapes where the novel The Vortex takes 
place were incorporated, particularly bird sounds from the Colombian llanos, howler 
monkeys and night sounds from the wilderness.  
With the aim of experimenting and generating background materials and textures, 
most of these sounds have been subjected to extreme time-stretching processes using the 
open-source program Paulstretch. For example, the initial text (from the second part of 
the novel), whose reading takes about 30 seconds in the recording, was extended up to 30 
minutes by using this procedure. Additionally, some audio samples were processed to 
incorporate higher amounts of noise, in some cases, or a greater tonal component in 
others. When applying the latter to extended voice samples, the result was a series of long 




Figure 8. Processing of an audio file in Cecilia (screenshot) 
 
 
Another resource that has been used to generate sound materials is the software 
Cecilia, which is an audio signal processing environment. It has a wide range of modules 
which allow it to carry out sound processing by the modification of diverse parameters 
affecting aspects such as amplitude, pitch, equalization, and duration, among others. Such 
modification can either be thoroughly controlled or allowed to operate randomly, both in 
the configuration of the modules, as well as in the constant change of assigned values to 
desired parameters, which can yield unexpected results. The exploration has focused on 
the Pelletizer granulation module, which allows elements such as pitch, density, duration 
and frequency ranges to be transformed.  
 
 
The files resulting from the types of processing that have been used (specifically, 
time-stretching and granulation) are being reserved in a catalog of sound materials which 
are being auditioned in the search for relevant excerpts in accordance with the 
composition process. In this way, selected passages will be available to be arranged as a 
musical collage in a DAW (digital audio workstation). Thus, the assembly of the work 
can be carried out in a similar way to the preparation of the soundtrack for an audiovisual 
production, in this case with control of elements such as sound material, texture, density, 
amplitude and spatialization, in a way that is expected to be artistic.    
Conclusion 
 The works presented in this document express my current aesthetic interests and 
give an account of the creative and technical work which has been carried out while 
studying at the University of Northern Iowa. Bordones, for percussion trio, follows the 
line drawn in previous works while opening new perspectives for musical development 
based on rhythmical ideas, particularly those related to popular or folk music. Kuvx, for 
flute quartet, allowed me to move a step forward in the ways of developing musical 
materials to shape formal narratives as well as in generating specific sound organization 
procedures. Raudal, a piece existing in versions for solo piano and for orchestra, led me 
to explore in greater detail the existing relationship between written music and the sound 
events that it represents, and also took me to a higher appreciation of revision processes. 
Pisces, both in its versions for solo piano and for marimba, got me at the same time into 
working with fixed preset parameters and consciously "breaking rules," aiming to achieve 
results with a greater artistic value. Finally, Oh Selva! has been an incursion into the field 
 
of electroacoustic music which has allowed me to appreciate the extent to which specific 
modifications in certain elements of a particular sound may lead to a completely different 
perception by the listener. As the main result of my training and creative process at the 
University of Northern Iowa, I have acquired a new awareness about the existing 
potential in the transformation of sound events as a generator of musical narratives.   
